poeta / los primeros arreboles.)," vv. 1225-28. and Manuel are honor-bound galanes.
The characters in general are more caricature than personality. The primary action {hamartema) of the plot is Angela's mischief in going against not only the orders of her brothers, but of the prevailing society. But, as Ms. Mujica points out, her mistake is only the result of society's forcing her to live a sequestered life at an early age (p. 305). The action, then, is socially defined. Angela is not pitting herself against God or the devil, or even against any laws, but simply against social convention and custom. The suffering which is engendered is diffused through the society (to Luis, Juan, and Manuel) causing them to create mistakes of their own. If Angela had not gone out that day, for example, Luis would not have followed her (his hamartema) and Io que más siento es que sea mi hermano tan poco atento, que llevar a casa quiera un hombre mozo, teniendo, Rodrigo, una hermana bella, viuda y moza. . . .
(1,320-325) Angela, to find out if indeed the houseguest is the same man who helped her escape from Luis, decides to go through a sliding panel into Manuel's room. The impetus behind this action does not have quite the deterministic force that Ms. Mujica ascribes to it, however, when she states that "doña Angela will use every trick of coquetry in order to free herself from the situation to which she is condemned." (p. 311) Angela's reasoning is much less involved:
Un necio deseo tengo de saber si es él el que mi vida guardó. . . .
(1,624-626) Nor is it necessarily true that, "after discovering Manuel, doña Angela no longer ventures out simply for the sake of venturing out, but directs her passion toward don Manuel. She no longer escapes to the Court, but to don Manuel's room." (Mujica, p. 312) Actually, we don't know what she is doing when she is absent from the stage. But there is no doubt that she has at least added her visits to Manuel's room to her mischievous repertory.
As a result of Angela's action, she writes a letter to Manuel. He mistakenly thinks that she is Luis' wife and Cosme thinks that she is some spirit or demon.
These false anagnoriseis of the situation are in themselves motivation for much of the action of the rest of the play. Manuel's constant though passive search for the truth, and his reluctance to show his mounting love for Angela. During an attempt to steal Manuel into her room, after an abortive attempt in which Cosme is mistaken for Manuel, Luis interrupts the two, and challenges Manuel to a duel, thus reinserting the pathos generated by the first primary praxis into the pathos of the second primary praxis. Luis loses the use of his sword, thus stalling the potentially dangerous conclusion to the dispute between Luis and Manuel, allowing Manuel time to find out the truth and offer Angela his hand. In view of the comic nature of the praxeis and the pathoi up to this point, for Luis and Manuel actually to have fought to the death would have created an outrageous tragicomedy, as outrageous in its injustice and nonsense as A secreto agravio, secreta venganza is in its unjust, nonsensical ending.
In general, then, the two interwoven pathetic sequences are nothing more than an improbable series of circumstances, as Angela herself admits: porque caso extraño fuera que un hombre en Madrid viniera, y hallase recién venido una dama que rogase que su vida defendiese, un hermano que le hiriese y otro que le aposentase.
Fuera notable suceso, y aunque todo puede ser, no lo tengo de creer sin vello.
(1,554-564) The plot anagnoriseis show nothing which borders on tragedy; melodrama and pathos, yes, but not tragedy. The outcome is as felicitous as the actions are facetious. There is the customary multiple marriage and all supposedly ends nappily. However, we are still left one major anagnorisis short: society still calls for young widows to be secluded. Within the play itself, there are recognitions of this custom as good and as bad, and it is important now to look into the anagnoriseis which uphold the individual and those which uphold the society.
Only two anagnoriseis affirm the individual over the system, yet those two mark the end of six different secondary praxis-pathos series: Angela's asking Manuel for help, Angela's entering Manuel's room, her writing a letter to him, her falling in love with him, her trying to steal the portrait of the woman which she found among Manuel's possessions, and her setting up a tryst with him. In Act II, as Manuel prepares to run the duende through to prove whether she is human, Angela admits:
Yo confieso que Io [soy], y aunque es delito el querer, no delito que merezca morir mal, por querer bien.
(11,1051-1054) Indeed, to die for having loved well is on the surface one of the greatest breaches of poetic justice. Only in a society where marriage was a contract and not a spiritual bond could love even be considered in any way a crime. Angela, unlike the other characters in the play, is human and not a slave to the norms of the nobility. This particular dramatic moment would never have occurred had she not entered Manuel's room in the first place and had she not returned to find the portrait. Her crime is love.
The culmination of the love action of the play, and therefore its prime anagnorisis comes at III, 755-762:
Mi intento fué el quererte, mi fin amarte, mi temor perderte, mi miedo asegurarte, only by undergoing a role-name change from mischievous woman to wife. By the time she makes the change, she has, in effect, lost her former name and identity for the sake of society, a society which does not appreciate her as a clever individual intellect ( she is almost killed as a result) but only as a sex object or a docile silent wife. The difference between woman as sex object and woman as human entity is precisely the underlying cause of the incest motif, which Edwin Honig finds in the play.12
If Luis and Juan had known it were Angela and not just a woman-as-sexobject which they were following, their own senses of right would have forestalled the possible incestuous overtones. Instead of following Angela the person, they were following Angela the female body. Angela is accepted back into the society only if she denies her own female individuality.
There are five anagnoriseis which uphold the system. Angela, who has gone against the system by disobeying her brother and going out in disguise, admits that it was not right to have in- Si riño y mi hermano llega, es mi enemigo su amigo.
Si por disculpa me deja de una dama, es una dama 3ue mil pesares me cuesta: e suerte que una tapada me huye; un necio me atormenta; un forastero me mata; y un hermano me le lleva a ser mi huésped a casa, y otra dama me desprecia.
De mal anda mi fortuna.
(1,300-311) In itself, this speech is nothing more than an exposition of his pathos. Luis is never capable of making any discoveries about himself because he is a total archetype of society: his discoveries must be made for him by an outside party; in this case, by us the viewers.
Why would Luis have all these terrible things happening to him? He has been unlucky in dueling, love, lust, and his status at home. Surely these qualities do not befit such an upstanding member of society, yet within the context of the play he is a loser because he lacks the capacity to go against the system. He is so bound up in this Golden-Age version of machismo that he can't act on his own if he wants to. He is a pawn of society, a victim of his own nobility and, as such, he is unable to reap the rewards gained by taking risks. Luis never acts, he only reacts, like the fossil society of which he, of all the characters of the play, is the most sterling representative.
In conclusion, the action of La dama duende is indeed comic. It may from time to time border on the melodramatic, but it does not border on the tragic. The idea that suffering is always tragic is a gross oversimplification of the term.
The protagonist, the prime mover of the action, is Angela. As Mr. Honig sums it up, "Angela is the principal actor, and . . . the ethos she acts in is the social ethos of comedy instead of tragedy. . . ." (p. 133) Despite the rigid system of which she is prisoner, she does finally escape, although it must necessarily be through marriage. The ultimate anagnorisis, left for the audience to make, concerns the nature of a society which prizes honor over love, form over content, men over women. The play is not a direct social satire, because Angela's escape comes about through existing socially acceptable means, but neither is it a panegyric to the existing society, since none of the societally defined members ends up in enormous happiness. The play just ends, leaving us to decide whether the characters are truly happy in accepting, without question, the mores of their society. 
